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Foreword 


In recent years, the extended technique for musical instruments, 
especially in the case of woodwinds, has tended to place empha- 
sis on the addition of new sounds rather than on the natural 
extension of the voice inherent to each instrument, and has not 
necessarily made the best use of that voice. 

Multiphonics in particular were once widely used, but the nov- 
elty soon wore off, and composers are no longer interested in 
them. And this technique was not suitable for the flute. The viva- 
cious sonority so characteristic of the flute often turned into 
hoarse moaning or barbaric shouting which was painful to listen 
to. 

In fact, composers inwardly craved for more natural and more 
diverse tone color changes. 

This study by Mr. Hiroshi Koizumi is a response to that need. 

Mr. Koizumi, himself a master of the flute, has full knowledge 
of the flute and its functions, as might be expected. Everyone, 
therefore, will find this special book satisfying and rewarding. 
Composers will take great pleasure in putting this study, so 
unique and yet so natural, to practical use. And flutists without 
doubt will, through application of this study, extend the expres- 
sion of their repertoire in width and depth. 

This study, which represents many years of effort, does not sim- 
ply add new vocabulary to the music of the flute, but also shows 
us how wide and wonderful is the spirit of inquiry in human 
beings. We should all be grateful to Mr. Koizumi for the gift of 
this fine work. 


Toru Takemitsu 
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Many books have been published around the world on special 
performance technique for contemporary flute music, but in most 
of those books, we find some techniques which are actually 
impossible to execute, or which are so difficult to execute that 
they can only be mastered after long and continuous practice. | 
do not think there are many flutists who are interested in contem- 
porary works who are also interested in such continuous practice. 
In fact, | suspect that many flutists actually avoid contemporary 
works because of the long and arduous practice they require. 
Furthermore, composers of contemporary flute music cannot 
always be sure if some part of their work is actually playable or 
not. 

The purpose of this book is to solve such problems by demon- 
strating various contemporary performance techniques such as 
multiphonics, multiphonic trills, hollow tones, etc. in ways which 
are relatively easy for flutists to master and play. 

It will be my great pleasure if this book is of some help to 
flutists and composers. 


Hiroshi Koizumi 
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I Variety and Character of the 
Instruments 
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1 Concert Flute in C 


(1) Register and Dynamics 


The relationship between each register and effective dynamics for 
the concert flute in C are as follows: 


In the lowest register @, a clear sound in pp~#tf can be 
attained. Sound volume in f~J is rather limited. 

In the middle register @, the sound in P~J is clear, but 
enough sound volume for £ is unattainable. 

In the upper register @, almost any sound is possible in P~J. 
However, as one moves to the higher notes P becomes difficult 
while {f becomes easier to produce. 

In other words, with the concert flute, as the notes get lower, 
PP gets easier and ff gets more difficult; while as the notes get 
higher, & gets easier and pp gets more difficult. However, this 
rule applies only to physical sound volume. Musical expression 
in the above registers can be attained from PP to J without any 
problem. 


When higher notes are played, the following problems arise: 
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In order to attain three notes in ®, think of playing f stronger. 
The pitch will get slightly higher. 

Notes in © will sound almost like E and are difficult to achieve 
separately. This note can only be produced when moving from D 
as shown in G)a. It is impossible to move from notes other than 
D, such as ®b. 

© is impossible. 

@ is possible only in #f. tt is also possible to move from other 
notes. However, this note can only be sustained separately for 
approximately 4 seconds, and if the player tires, the note cannot 
be produced. 
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While there are some instruments which can attain lower notes in 
the register of ©, they are rather rare, and composers should 
therefore avoid this register. 

The B foot joint can be used to attain @, but not every flutist 
has this joint. Please refer to the section on “B Foot Joint” for fur- 
ther explanation. 


(2) Open- and Closed-Hole Flutes 


There are two types of concert flute in C, one with closed-hole 
keys and one with open-hole keys. 

The closed-hole flute has covered tone holes, including those 
keys which are to be closed by direct finger pressure. The tone 
holes are either opened completely or closed completely. 

The open-hole flute has five open tone holes, as shown below 
with ©, to be opened or closed with the fingers: 


wW 


In the case of the open-hole flute, the opening and closing of the 
five tone holes is delicately adjusted by the fingers, making possi- 
ble additional multiphonics not attainable on the closed-hole 
flute. In addition, when playing portamento, the tone holes can 
be gradually opened with the fingertips, making a slightly 
smoother effect possible in comparison with the closed-hole flute. 

In my observation, about 60 percent of professional flutists use 
an open-hole flute, although preferences differ according to 
nationality. 


The fingerings shown in this book are possible for both open- and 
closed-hole flutes. However, some fingerings require an open 
hole, such as those depressing only the rim (@) or closing half of 
atone hole (©), and therefore are not possible on the flute with 
closed-hole keys, 
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2 Piccolo 


The piccolo is an instrument sounding one octave above the con- 
cert flute in C, but whose lowest note is D. 

The relationship between each register and the range of dynam- 
ics is as follows, with the upper stave showing the actual note 
sounding while the lower staves show the musical notation: 





Written 
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As in the case of transverse flutes, is especially difficult in the 
lower registers of the piccolo and PP is difficult in upper regis- 
ters. Therefore, it is better to avoid PP~P in registers @ and ®. 
High C is especially difficult and is better not attempted. The 
registers actually playable are limited to those between D and B. 


3 Alto Flute 


The alto flute is a flute in G, sounding a 4th lower than the con- 
cert flute in C. It is possible to play PP~J/F throughout the entire 
range of registers. 











In register @, one can attain the fine sonority characteristic of the 
alto flute. In register @, a fairly wide range of tone color and 
expression is possible. 

In register @, while a certain degree of expression is possible, 
as the notes get higher, they start to lose their softness and take on 
the appearance of harmonics. 

In register @, notes sound just like harmonics. It is difficult to 
achieve a delicate expression of tone colors. 

In other words, the tone colors and expression characteristic of 
the alto flute are found in the first octave. In upper registers, 
especially the third octave and higher, it becomes difficult to 
achieve rich tone color or expression, and notes take on the 
appearance of harmonics. 

There are some instruments on which low F# can be produced. 
However, such instruments are rather rare, and so it is better to 
avoid writing for such a low pitch. 
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4 Bass Flute 


The bass flute is pitched in C, sounding an octave below the con- 
cert flute in C. There are two types of bass flute, U-shaped and S- 
shaped. Because of their construction, U-shaped instruments 
have trill keys while S-shaped instruments do not. 


The effective tone range for the instrument is as follows: 
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Volume from Pp to & can be attained in all registers. Tone col- 
ors especially characteristic of the bass flute are attained in regis- 
ter @. 

As one climbs to higher registers, the sound becomes poorer. 
In register @, it is difficult to achieve any musical tone color. As 
in the case of the alto flute, the upper notes take on the appear- 
ance of harmonics and lose their richness. 

While some instruments can produce low B, they are rather 
rare, and so the use of low B should be avoided. 


5 Other Flutes 


(1) Flute in F 





Sounding 


ick# 





Written 
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(2) Flute in G 
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Flutes in F and in G produce tone colors somewhere in between 
those of the piccolo and the concert flute in C. 
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(3) Bass Flute in F 
This instrument is pitched a fifth lower than the normal bass flute. 





(4) Contrabass Flute (in C) 


This instrument is pitched an octave below the normal bass flute. 





(5) Octobass or Double Contrabass Flute (in C) 


This instrument is pitched an octave below the contrabass flute. 





These flutes are rarely used other than in flute orchestras. 
Composers should bear in mind that ordinary flutists do not own 
such instruments. 


The instruments used in preparing this book are a Haynes solid 
silver concert flute in C, a Haynes solid silver piccolo, a Haynes 
solid silver alto flute, a Betzel bass flute in C without trill keys, 
and a Kotato bass flute with trill keys. 
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II Notes on the Diagrams 
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2 Instruments which can be played 
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The diagrams in the sections on “Multiphonics” and “Multiphonic 
Trills” are presented in the following manner. Signs for fingerings, 
abbreviations and symbols are the same throughout this book. 
The staves show the musical notation. 
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The following signs are used for the holes: 

© = Open the hole. 

@ = Close the hole. 
For the flute with open-hole keys, two further signs are used: 

@ = Depress only the rim of the hole. 

© = Depress the rim and close half of the hole. 
© indicates that about half the hole is closed with a depressed 
rim. However, it does not necessarily mean “half” in the strictest 
sense. Even with a note only slightly closed, it is possible for no 
sound to occur. Very delicate adjustment is required in each 
case. 

Fingerings shown with © or © require delicate opening and 
closing of tone holes with fingertips and are possible only with a 
flute with open-hole keys. 


The ist key is indicated not by number but by the sign of © or 
@. For the other keys, the numbers in the fingering chart indicate 
that the key is to be pressed (regardless of whether the hole is 
open or closed). 
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All the fingerings in this book show the easiest way to play the 
instrument using the author’s methods. Bear in mind that with 
different methods or different instruments, slightly altered finger- 
ings may produce better results, for example, changing 7th key to 
8th or 9th key. Through such trial and error, new methods can be 
discovered. 


2 Instruments which can be played 


P = Piccolo 

A = Alto flute 

B = Bass flute without trill keys 
Bt = Bass flute with trill keys 


With the concert flute in C, all sounds in the following diagrams 
can be attained. In addition, the above abbreviations printed at 
the bottom of each fingering chart in the “Multiphonics” and 
“Multiphonic Trills” sections indicate which other instruments 
can be used to achieve such sounds. 

For example, “P A — Bt” indicates that the sounds can be 
attained with the concert flute in C, the piccolo, the alto flute and 
the bass flute with trill keys, but not with the bass flute without 
trill keys. 

Fingerings effective only for certain instruments are shown with 
the abbreviation for that instrument. 


Throughout the book, with the exception of the sections on 
“Multiphonics” and “Multiphonic Trills,” instruments which can 
achieve the effect with the fingerings shown are listed as the 
“applicable instruments” at the top of the charts. Those instru- 
ments shown against a white background are to be applied 
whereas instruments shown against a mesh background are not to 
be applied for the techniques. “ Fl” is the abbreviation for the 
concert flute both with closed- and open-hole keys. 


X = Impossible to play. 

@ = Difficult to play, or cannot get full effect / expression. 
Where the fingering is impossible or difficult with any flute, only 
the signs “X” or “@” are applied. The combination of “x” and 
the abbreviation of the instrument, as in “X P” or “XB,” means 
that the sounds cannot be attained with the instrument indicated. 


In this book, fingerings possible with the concert flute in C are 
also possible with the flute with B foot joint. Those possible only 
with the B foot joint are explained in more detail in the section on 
“B Foot Joint.” 


Il Notes on the Diagrams 
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1 RORDE 


3 Range of Dynamics 


The range of dynamics with potential for musical expression of 
each sound is indicated by dynamic markings. 

When only one dynamic marking is given, that sound can only 
be played in the indicated dynamic. The mark “pp ~ mp” indi- 
cates that the sound can be performed within the indicated range, 
either by sustaining one level of intensity throughout or by mak- 
ing changes such as pp << mp, pp << mp —>pp. 


4 Other Symbols 


b, h, d =a microtone higher. 
b. 4. =a microtone lower. 


These signs do not necessarily indicate a difference of exactly one 
quarter tone higher or lower. They indicate a microtonally differ- 
ent pitch. 


t = Pitch gets slightly higher. 

{ = Pitch gets slightly lower. 
The note achieved with the indicated technique will sound a 
microtone higher or lower than the notes in the musical notation. 


E A= Make the pitch higher by means of embouchure. 

E V= Make the pitch lower by means of embouchure. 
There are notes which can be achieved not only: with fingerings 
shown but with the use of appropriate embouchure at the same 
time. While employing the indicated fingering, use embouchure 
to make the pitch higher or lower. 


® = Better effects can be achieved with the flute with open- 
hole keys. 
Because it is possible to make delicate adjustments of open holes 
with the fingertips, when executing portamento certain notes can 
be attained with smoother movement than with closed-hole 
flutes. 
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1 Notes on Diagrams 


~~ and ~— between notes indicate the possibility of develop- 


ment before and after multiphonics. 





in example (D it is possible to start with F, add C and retain F 
(a), as well as to start with F, add C and retain C (Mb). In 
other words, in this example it is not possible to start with multi- 
phonics. 

Another example of development follows, and in this case, it is 
possible to start with multiphonics: 




















RECESS LBEOIK, OC OPOMEUBSIC LOT, D 
TONL3OR, 49OHOBWMOAZACERAZS LOLIVA 
hOMwS, F- RIP YSV AY KOHKFOLIIC, JOBE 
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2Cb. HONSBMYLE SK BSOOIKIL, POLIT EEL 
13% 


2 BHOSZIF+3E 92 
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HES (7272 L, PP. Erd PP~p COAMR MN MRE HSER <), 





Among the multiphonics presented in this book, some third or 
fourth notes may be faintly heard. However, unlike the oboe or 
the clarinet, third or fourth notes on the flute cannot be heard 
clearly. Therefore, only notes which are clearly audible are pre- 
sented in this book. 


All multiphonics presented in this book are attainable on concert 
flutes whether open- or closed-hole type. Fingerings indicated as 
® or Oare attainable only on flutes with open-hole keys. 

Other flutes which can be used are listed in abbreviated form 
under the notations. 

To play multiphonics on the piccolo, use the 7th rather than 
8th or 9th key. When the pitch sounds a little higher on the pic- 
colo, f is indicated above P. 


2 Dynamics of Multiphonics 


In most cases, when the shift is made from monotone to multi- 
phonics, volume must necessarily increase, with the exception of 
multiphonics in the performance range of PP and PP~P. 
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The following dynamics are therefore impossible. 
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\IF 


However there should be no problem musically with the follow- 
ing dynamics. 
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3 Beginning and Ending Multiphonics 


Multiphonics are a method of playing in which the overtones 
found among the lower notes are sounded at the same time as the 
original note. It is therefore easier, in most cases, to start with a 
low note and add high notes. This tendency is particularly strong 
in the PP range. 

There are also some multiphonics which can be started rela- 
tively easily at the same time. In the following diagrams, when a 
single note appears before the multiphonics, one begins with the 
one note and then adds overtones. When multiphonics appear at 
the beginning, one can begin with multiphonics relatively easily. 


With multiphonics ending at pP~ if, either note, a or b, may 
fade out first. It is not possible for them to fade out at exactly the 
same time. 
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It is therefore necessary in the case of diminuendo to indicate 
which note of the multiphonics should be sustained, as shown 
below. 


ITP 








nf —————_ pp 
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WO. f~ CR SMES. LEMoT, ORMOLIRHEI 
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Es) 


lib 


nf —————_ pp 


In order to make both notes end at the same time, either add a 
slight accent or blow strongly at S~/". It is possible to make both 
notes end simultaneously in the following example: 
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Multiphonics Arranged by Upper Pitch 
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WV Multiphonic Trills 
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Trills are executed by moving the key indicated by the sign of 
“oontr" in the fingering charts. However, note that some tones 
among the multiphonics cannot be executed as trills. 


The multiphonics presented here can be achieved on concert 
flutes with both closed- and open-hole keys. However, those 
multiphonics with the signs ® or © can only be achieved on 
flutes with open-hole keys. 

Those multiphonics possible on other flutes are listed with the 
abbreviations of the instruments under each stave. - 

For multiphonic trills on the piccolo, 8th or 9th key indicated 
for other flutes should be played with the 7th key. 


The multiphonic trills of the flute, unlike those of the oboe or the 
clarinet, are not brilliant in all registers. 

It is difficult to play & trills for a long time. The maximum 
duration is about 4 or 5 seconds. 


WV Multiphonic Trills 


32 


Multiphonic Trills Arranged by Upper Pitch 
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Multiphonic Trills Arranged by Lower Pitch 
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V Trills / Tremolos with Single Tones 
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It is not possible to play trills / tremolos on all registers equally. 
With certain combinations of fingerings, some trills / tremolos 
cannot be played quickly or evenly; nor can they keep accurate 
pitch. 


The following signs are used here: 
| = Upper note sounds slightly lower and gets darker. 
@ = Not fast enough for a trill / tremolo, Uneven. 
X = Impossible to play. 


Trills / tremolos unplayable above a certain pitch are indicated by 
a sign of “~ x.” 


Trills / tremolos only possible with harmonics can be played 
quickly but tone color and pitch become unstable. 
When special fingering is required, such notation is given. 


Trills / Tremolos with Single Tones 
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V Trills / Tremolos with Single Tones 
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VI B Foot Joint 





CHOAYt—h+> 7V— bORRMESH (B)FHOLOKLRE 
DRAAC LI Lot, MRE ES POHSE CHT I LAS 
SOLIS. KELCORMBtVUIAT Lic kot, BB 
SANREMSERMICBVC Eon BRoTLES. BMC 
\$, FEPHBOILZ AD. DENCH BUZBLOPDS, MMS Ic 
Kit do 

—H, HHAORMS*XOU SL, SHmicbv CHMVOBE 
BDH, SRL EH <K EZEWIA NE HS, LOD, CHIE 
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Weowmvit, BRPORSL, F-P1LVwPeI MEW 
VOERWROEM, BRSAKOBE, HHONTY AREOK 
(RESKOK, BPACCHERI SEL, HBAEREE OU 
BBL, oKDLHONTWS, HC LoCh Bean, 
HRI UL, CHEE ADAMS E I CHS, 


By changing the foot joint of the concert flute in C to a B foot 
joint, low B can be played. However, this change will result in 
different tone color in all registers of the instrument, and in gener- 
al, the instrument will produce a darker tone color, losing the 
brightness characteristic of the concert flute in C. 

With the B foot joint, however, it is possible to produce more 
powerful tone colors in all registers. It will also be easier to play 
f. The shallow sound often found in upper registers of the flute in 
C will disappear with the B foot joint, and overall balance will 
improve. 

Although the only difference between the two foot joints is 
their length and one key, their tone color and pitch balance are 
completely different. The choice between the two foot joints is 
entirely up to the preference of the player. Preference differs 
according to nationality, but there are more players in the world 
who prefer the concert flute in C over the B foot joint. 





HEAORMELOULHES. BHO LIK, HEPSCH, 
ERCP OHBANEL A } CMK CLI, AVAARHCHS 
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EMAL SRWILKES, Lido, MI CEMA 
DPTLEWOHKL, AEC UA— bh Com oneEVOCHS, 

LAL, FYFY FRAP YA-hOBETAY, HED HC 
BWGRBECH UIE, PLACRARECHTH EEORMC 2 IZ, 
MM J=12088 $ Ceo WHEL Bot kw, 
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(HAE L SSN, CHOIAYY— b+ 7 bh CURES BEO 
eEAL, HEA RRBStOU TOMMICTHTHS, COS 
4, HECOAMRERBETMY) LIS, AFOPBITAT, 
HEOX— (FAV AVY IFRTCSB) EBKZS, 





As shown in the above examples, it is very difficult to play legato 
from B to C* or C¥ to B. Instruments with a B foot joint have aC 
key between B and C*. When you try to slide your little finger 
from the B key to the C* key, you have to pass over C, an inter- 
ruption which renders good legato impossible. 

However, with appropriate tonguing and staccato and if the 
pace is slow enough, fairly satisfactory results can be achieved. 
In the above example, you can play up to about MM J =120. 


1 Multiphonics 


Multiphonics playable on the concert flute in C are also playable 
with the B foot joint in almost all cases. Additional charts for 
multiphonics possible only with the B foot joint are shown below. 
In all cases, the little finger of the right hand should depress the B 
key. 
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2 BEBOHBAROKbYU/bLEO 2 Trills / Tremolos with low B 
{ =LOBAY LK. HC GS 4 = Upper note sounds slightly lower and gets darker. 
OHH CHE, ELM, REAVICES, @ = Cannot play quickly. Uneven when played quickly. 


X = Impossible to play. 


x =A WY HES 














3 /NME=FIR 3 Harmonics 
HEA RMEtONR IY bs 7 b COA REY Harmonics playable only with a B foot joint are given in the fol- 
ELT RLROVECHSS lowing two examples: 
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De—-RHoTBIRIM, HROX- (FAVA Y PRC C, the 9th key is used. On the concert flute in B, the B key can be 
HH, Bice ky sone - used instead of the 9th to produce a trill clearer than would be 
Bd SRO ents ae) Ma ae ate produced with the 9th key on the flute in C. 
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VI Quarter Tones 
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Special signs used here are: 
EA = With the lips (embouchure) raise the pitch with fin- 
gerings shown. 
EV = With the lips (embouchure) lower the pitch with fin- 
gerings shown. 
In the above examples, it is impossible to attain a clear sound. 
Because the pitch is raised by embouchure, trills cannot be made 
with the original note. This holds true for all types of flutes. 
Fingerings using the 8th or 9th key are not possible with the 
piccolo. Fingerings applicable only to the piccolo are indicated 
by the notation “P.” 


1 Hollow Tones (a quarter tone lower) 


Hollow tones are a quarter tone lower than the original note. In 
the diagram, the left side shows the original note, the right side its 
hollow tone. 

When more than one fingering is shown, as one moves to the 
right the tone color deepens; that is to say, the intervals between 
the fundamental and its hollow tone deepen. 


To make trills with the original note and its hollow tone, use the 
key marked “~~ tr.” 
Notes marked “” Xé” cannot be trilled on any instrument. 
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* KU ID-F-NEVUVINA-TIV— b Clad, 
%* For the bass flute without trill keys, omit 5th key. 
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+ For the bass flute without trill keys, omit 6th key. 





W Quarter Tones 


Unlike hollow tones, no trill can be played between the original 


note and a quarter tone higher. 
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3 Quarter Tone Scales 


When ascending, notes a quarter tone higher are used, When 
descending, notes a quarter tone lower (hollow tones) are used. 
When more than one fingering for a certain quarter tone is pos- 
sible, the one which works most smoothly is selected. 
Fingerings only applicable to the piccolo are marked with P. 


Wie Quarter Tones 


(1) Ascending Quarter Tone Scales 
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Wo AIUaAXYb 


VI Portamento 





JM—h Cla, WO hOY R-VOLIGK 2AM bo 
CHEB TARVIAYV HACER, BELHSID, FU- 
hGORVI AY bik, F-ELPLPOMMT AO CRI. FE 
DHX (P YTV —) CKOOMAS BIRDS THESE 
PoCHS, Ld, *-*RC BE. ECACZRACRES 
DPUTLED, BIS PFORVI AY bh CA, F-RACaIH 
KAORWVOC, BAOBPIORNELERERMOWTLE 
WRF 





YuR e+ TH ha TOR Hm TI bP 
RB UVF #- + TV CM, HE CHBILERODLIPOR 
eB CEMCKADTC, AYVT—-—KF- FH + FU-b ENG, 
ZAR SPDILERVY RAY bEDUAITEMURECRSZAMHS. 
ENEGIAX OTK. 


1 #BROKRIVAXY hb 
(1) #RLAORIVE XY b 


[s] ¥zeld OJ = SERIE OU WM: F-EAWS, 
B=UV 7 ¥— + TU FOG OMILCES, 











Wo #VEXYb 


It is impossible to achieve a perfect portamento between two 

notes with the flute as can be done with string instruments or the 
trombone. Flute portamento requires opening or closing the keys - 
gradually at the same time as one opens and closes the mouth- 
piece with embouchure. Furthermore, the moment one opens or 
closes a key a sharp drop in level occurs. In the descending por- 
tamento especially, where one must close the keys, it is quite easy 
for a clear drop in level to occur in the midst of the shift. 


The above tendency can occur both with open- and closed-hole 
flutes. In the case of the flute with open-hole keys, however, a 
slightly smoother portamento is possible since the opening or 
closing of keys can be adjusted by the delicate movement of the 
fingers. Where such smooth portamento is attainable, the stave is 
marked ®). 


1 Portamento between Semitones 


(1) Portamento to a semitone higher 


[5] or [6] = Use 5th or 6th trill keys. 
® = A smoother portamento is attainable with the flute with 
open-hole keys. 





AKRYIL-F-BRULDINA-DILV—bhCIS, 
IN-ELDAEMEI. 


* For the bass flute without trill keys, use 
harmonics. 











(2) ¥EETORILSXY b 


eo dae oe 
FRIBU TS, ULF ¥— + TRH FOROBU ROE 
bERE DASE 


=VLES So 
[7] Et [8] =-HFDBO— 7 ERB CHWS. 
X =H AT Eo 





BRE & SS OMA 
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(2) Portamento to a semitone lower 


Attainable both with open- and closed-hole flutes. In descending 
portamento, there is no advantage to the flute with open-hole 
keys. 


t = Pitch becomes a little higher. 

[7Jor[8] = Use 7th key or 8th key with the little finger of the 
right hand. 

X = Impossible to play. 








VE Portamento 
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2 SBHOF Waxy b 


TU- bILBUZSHAMORVI AY bid, HEBOTHED 
SH, BBB hOUR-YOLF HOMIES EV, 


Eyautid, Ei, FRPP bot, HMOBRAMZLAL 


GY, DRA oTRY AY MRED Re, 
KAT bhSbYI: F-—OHM PDO, TNTH 
Tie. 


(1MSBLAOKRVAXLb 


M=Yv 7-H + T— hOB MICKS, 

[5], [6], [5&6] =5E7HL6, HAV S BLUGOhYWY 
'¥—- AWS, 

X =| HED 





Wo RIUAXY b 


2 Portamento between Whole Tones 


Portamento between whole tones, in addition to not being as 
smooth as portamento between semitones, is unlike the smooth 
portamento of string instruments or the trombone. 

With the piccolo, whether ascending or descending, tones 
between two notes are almost completely lost, and a continuous 
portamento cannot be heard. 

This type of portamento cannot be achieved on the bass flute 
even when the instrument is equipped with trill keys. 


(1) Portamento to one whole tone higher 
® = Smoother with open-hole keys. 


[5], [6], [5&6] = Use 5th and/or 6th trill keys. 
X = Impossible to play. 


applicable instruments 


(2) SRTTORWVAALY bk 


LANDED OSE IARWVIAY hICESU. 

RHEL, WFORVI AY ML, SLAELTOMSOMET 
HBEAIILT RUM F-SERTE, HOvVIL5 & 6 TPF 
CAMS CEI Lot, WHLeS, 


WR GRHOMM 


[5&6] [6] 
ja—pfe ho—te 


3 3RUECDLSFWAXY 


SRLLEKcbrotoRVy ry bla, EA, FRHEBTAT 
D7 W— bh CH RECHS © 


4 hYWMOKVEXYb 


DEOHAOLGIC. RUMEDUENSFRORWVI AY) 
eMRLILIECL TO. FORDVEMAPOTLED. CH 
LE FAKE RSF, TNTOTW— hLBW CHE CHS, 
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(2) Portamento to one whole tone lower 


It is impossible to play portamento to one whole tone lower. 
However, in the following example, portamento is possible by 
using 5th and/or 6th trill keys in the exact opposite direction of 
the ascending portamento. 


applicable instruments 





3 Portamento to Intervals of a third or larger 


It is not possible to play portamento with intervals of a third or 
larger on any flute. 


4 Portamento with Trills 


If you try to play semitone portamento with trills, it is possible to 
perceive a change of tones. This tendency is true for any flute 
regardless of the direction of the portamento. 





RIC, SROLEI DEA bY VEDUIERORVIAY EE 
DUISOlMs, TATOTAW— bILBWTE DK HY RETHS. 


Likewise, it is impossible for any flute to achieve portamento with 
trills for whole tones or above. 


VI Portamento 
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Ix Harmonics 





TV—-bON-EAZAIL, RRCMSEO SEP 2F) a, 
ADI-—TP(QAPI-GPIDIAVAUY AF CNABSNS, 
OTA YAUY AT, LOBEMEONSZBERT. 

2ZORVEDT AY AU YAFRBRENTTWISBSIIL, WTHE 
OTHE CH SN, CHENSPEA, SHPRES. MRO 4 
YVHY YA, WE, FAP SPARE LOT. CHOOHHS 
(EOSIALEAMMHECHS. 


1 EvyADWAOTZY—bhiESIWSN-EAIA 


ayt—h+ 7 R(CH). FUR 7b, NA+ 7D 
— hI BY CH AERA —-E=7 AIL POW CHS, 

RHEL. NA+ Tb Cid, BROBLOBOMELA CH 
ZV 

HBARRB tour ayy}. 
ih THEA RB] OBIE ED. 


TN—bhCOAWRERYLO 


BRE 2 RBG) 
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With the flute, harmonics are achieved only with the fingerings of 
a fifth lower (12th lower) or an octave lower (two octaves lower). 
The fingering for the harmonics of the indicated note is shown by 


When more than one fingering is shown, harmonics can be 
achieved with different fingerings, although slight differences in 
intonation and tone color will emerge. Fingering should be 
selected according to the fingerings which precede and follow the 
harmonics, the conception of the work, the dynamics, etc. 


1 Harmonics for Flutes other than the Piccolo 


Harmonics attainable on the concert flute, the alto flute and the 
bass flute are shown below. 

With the bass flute, however, there is almost no difference from 
normal tones. Harmonics attainable only on flutes with the B foot 
joint are given in the section on the “B Foot Joint.” 





I—EARYRICBU BYAFA, MAIS SECS pp AH 


LK< ¢&4. 


EGILQOMMTA HEALY LIK < Bo 


2 EyADKSWSN-E-[FA 
Py aul, DEDAN-EAZAMMHETLHSA’, Hiio 
FEDGEORVDAILEA LEV 
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The dynamics in harmonics are such that the higher the note, the 
more difficult PP becomes. 


Furthermore, the pitch is slightly lower in register @. 


2 Harmonics for the Piccolo 


Although harmonics are possible in the following register, it is 
difficult to distinguish the difference between harmonics and ordi- 


nary tones. 





IX Harmonics 





X FfyAW:bh—-vy X Whistle Tones 





wl yAWM: b-vYEWAOIL, PY-bOROK, Tote Whistle tones are produced by blowing softly into the mouth- 
RIKAOITC, SKPSLOMOLIABEMTRECHS, Ld piece of the flute, creating a sound like whistling. However, 
pase enciicse eee because whistle tones require highly skilled technique, not all 
Ly. MR DERMERT SRI, PRCERORALVSCER flutists can play them. Even for those who can produce whistle 


AAEIM LY. EK, ABCETS, BVHALGOTO LV. tones, fast movement is difficult. 


1 AvVv—h: PUKE BWSRI YAW: h—-Y 1 Whistle Tones for the Concert Flute 


ie) 


3 
2 
e 

10) 
2 
9 


w\c@e\eco 
wn e 


wloe@e\eco © 
o\de d\oee 








OOARMICBUSRAVY AW: b-YOTAY HUY Fi In register D, fingerings for whistle tones are the same as those for 
Opti. normal tones. 
RLY RW h—YIOLOOBIRILBU CHRD, BEI While whistle tones can be played in registers © and @, results 


are best within register @, and other notes are rather difficult. 
HLETVOLOOEBRC, HEOBLEDSMBLIC CW. 








@D EA, BHOBOMIORA YAM: h-VERSEGEL When a whistle tone between two normal tones is attempted, as 
Ch. KP YAW: hHVIsHOwe BOMAOMU ASE De ee ®, Ae ee Le eas differentiy ed 
: Rae . ; whistle tones, sound stops before the whistle tone as in example 
PCR ORS COLE AM SY ONE ed ®. Therefore, it is ie to rest for about one second aed 
NTLEF. LEMOT, HIV AW: h-Y ORs, M1 attempting the whistle tone. It is rather easy, however, to move 
HROKAROK SVRMHS. Mil, RI YAW: h- Yb from whistle tones to normal tones. 
LEOBAOBHILER CHS. Continuous whistle tones are easier to play without skipping 


2 gait care eee oe bys 2 any notes when two neighbour notes are used even within the 
eRe ; “ERT DBI, th ees BASS easiest registers. Whistle tones are so unstable that one cannot be 
Cb, BRET, ROS OkBCEC RokaM, AL--A certain of achieving them unless one tries them out first. 
(HHS, CID, MOPMEWD, PoTHEVLAMOE It is impossible to play whistle tones in staccato. 
WEWFILELPRRECERO TCHS, 

ER, AVY YA bh CHET SOLA FE, 


X Rly AM bY 


2 FON FZIV—hKBWSRT YAW: h-Y 


2— 
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2 Whistle Tones for other types of Flutes 


IILI¢ 


——————— 


EZyanCh, KIROBPMICHYTHHETIH SA, JHB ICH 
WE LPHRWOTC, MRF SNEV, 


FW + T7M—-KBLONA+ TW bleBwWwTL, WK Om 
NERY ECHAA, HERES SO LCAAMTTHZOT, A 
VWoBAVMED ATE >, 


Although whistle tones can be played with the piccolo within the 
above register, only a very weak sound can be attained. 


A few whistle tones can be played with the alto flute or the bass 


flute. However, since it is very difficult to specify pitch for these 
instruments, it is better to avoid using them. 


X Whistle Tones 
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Xl 4~*FRITA 


XI Key Claps 





H-  PFVSARERMA-— FV PvAld, FREI 
ti kLoCTHOPOBATHEStZRETHS. LEMOT 
ERPEOA, TRESEVROARL YO LWBMEEBAZCEHT 
RAS 


1 AQvt—h: F7U—bhlicBUSHe—:- VIVTA 


TIRE REE | orf 


Key claps or key tapping is a technique by which the air in the 
tube of the flute is made to resonate by tapping the keys. 
Therefore, better sounds are achieved with longer tubes and 
lower notes, 


1 Key Claps for the Concert Flute 





ayt— bh FU bhBU AS - 7FY SAI, OOFM 
LBV COAT CHS, 

QOBMCls SOILLVBAMBONS. KLELOO 4 Fildld 
LA CHAS XV 


Ho PHISPREREBECHTROK, LEP OHS 
BHEL CPS, REARS EUIHNILESEWOT, BRL CEM 
MAILCALW. LHI 3 CREAR CHS. 








Notes within register © can be played on concert flutes with both 
open- and closed-hole keys. 

Resonance is superior in register @, but the four notes in @ are 
almost inaudible. 


To produce loud key claps, the tapping must be repeated after 
releasing all fingers for each note. Therefore, fast continuous 
movement is impossible. About three key claps per second is all 
that can be expected. 








PSEBOBS. KMOLIGTHHR CHIL, OENRKCR 
FA CLDMHECHS, 

LOL. KROEDIC, EPPSCt, EPOCH, Clips Chic 
CWEIL, HEOHETNA THEBES EUMEESEVOT, if 
CMBTSZILILCREVY 


In soft key claps, one can perform the above descending move- 
ment fairly quickly. 

However, in the following example, movement from E® to ch, 
E’ to C4, or C# to C4 requires tapping with all the fingers of the 
right hand. It is therefore impossible to play it very fast. 





APVY—-TFECHOTOTIAVYAYUY TIE UROC, F-—% 
RRC KYA GIAZI-VRHOBAMTAY, CORRE - 
PUISPAEMTHSI, FVUEVTEMRMICLT, EBEPYL 
EVAL EDT. ULLIARMRSBAC LACES, 


Mo 4--97yTR 


For key claps of one octave higher, employ the same fingerings. 
It is impossible to play an octave higher just by tapping the keys. 
For such a high register, a pseudo-effect can be achieved with 
stronger tonguing and by slightly mixing the actual sound. 
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2 ENHNFW—hicBUSA-—- TIVTA 2 Key Claps for other types of Flutes 


| 


Yyamu tlt, LROBRCH ECA, Bikikayt—bh- 7 Key claps in the above register are possible with the piccolo. 
b— h OARSIMERE LOBOS NEV, However, the volume of sound will be almost half that of the con- 


cert flute. 
Tubs 7M—hy, NA+ T7V— bie, Av: With the alto and bass flutes, key claps are attained as they are 
Ju—- bE, MRICMHETH OD, WEAK AVOT, £H with the concert flute. Since these instruments are larger, a 
WPT AEONS, greater sound can be attained. 


XI Key Claps 
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XI WryR—: BYv¥VIF 


XI Flutter-tonguing 





Allegro 











WH. 7797 -— PV RY TCHS LRIIMOOEIICAT 
—eDI SR, QOLAIEORECI VEY TEED L, DR 
WHREBSCEMNMCES. LML. OOEG RHO YTYT 
LANA HEC H 40 


@ 
Ze 


Flutter-tonguings are usually used together with a slur as in exam- 
ple @. However, if one employs tonguing at a slow tempo as in 
example @, the effect will be more powerful. It is impossible to 
play with fast tonguing as in example @). 


® 























6 = 


Pp 


TIII- +  PVEYTATWV— bOSBMTHREK A, OO 
LARRGRMICBUA POIG VI — IVEY ITC BEY 
SEOMANAM, ISSCMCATLEI. 

EK, OOLIBVRBMICBUSZHOIFGYI-  PvEVT 
Ca, TAF -TFELOBMWNTCLEM OCT (, KASH SH 
TRV 





DENEII VIVIV-— FIVEVIORELBARCEZS 
< EILAAFECH 


& oct 


PIYI-—-PVEVAI, CAROBHLVAOTC, EBT 


rE, 





Xl FayR- + BvH#L7 


— = 


Jf 


Although flutter-tonguing is possible within all registers of the 
flute, flutter-tonguing PP in the upper registers, as in example @, 
ends up producing more noise than musical sound. 

Flutter-tonguing in lower registers, as in example ®, easily pro- 
duces tones an octave higher, and it is therefore difficult to make 
loud sounds. 


It is impossible to change speed during one continuous flutter- 
tonguing, as in the following example: 


—_ 
Tit. 


There are some performers who cannot use flutter-tonguing. 





Ml TOMO 


67 


Xl Other Techniques 





CMR OWS, MAB LASM, MOBIL 


SIRT MECH 23 7 ¢thpona, 





1 Playing with Voice 


When you play with voice, the register of the ordinary voice is 


similar to the following, although there are some differences 
among players: 


— 


PeCEMACASOL AMS DE OIABLYE TV 
OOLI, RPEBORRAKA (HNTORO, USEC 
H2Th. QOL ICHMENTANTICBLAC ADI, ees 
ATREEC & So 





This technique is easiest when flute and voice are on the same 
note. 

When the pitch of the flute and voice are widely separated as 
in example ©, or even when at nearly the same pitch they are 
made to change separately, as in example @), this technique is 
very difficult. 











“RIYA 


Vavb RI VAWEWDIOU, ROE OATH IR 
SABIE IY, POBAFCHT REN CL CHA! 
RELL IS Cl, ADL ~ 26 LPR LEY, ELL CS 
DRED SH Lid, ROD CREP TAS EG ROTLEDS 
COs & hilt CHHORRE RAMBO IBS, AHO 
IO FRADE Cah 


2 ¥1ryvb 




















3 heavy hE 

h7YAy hRBELWVIOMW, FY Ry bem LROLA 
iL, KO CRLRM St CHEMTBETHS, 

LOBEL SL, BRLUNT, FORLIPG ¢ dO 
BRM CEMCERL BA, HEHHVEVAMLY, 














2 Jet Whistle 


This technique produces a sharp air sound by Plowans strongly 
into the mouthpiece. 

In J~ff, the jet whistle can last only one or two econls at 
most. Also, after using this technique, the embouchure flap 
becomes wet and slippery. If you are planning to play ordinary 
music for a long time after performing jet whistles, it is necessary 
to take the time to wipe off the mouthpiece first. 


3 Trumpet Attack 


This technique produces sound by vibrating the lips on the 
embouchure as if playing the trumpet. 

After playing this technique for a certain length of time, the lips 
become numb, and cannot produce ordinary sounds. Therefore, 
avoid using this technique too much. 
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Postscript 





ROFL, CORNUTL Rok 1LMOBR —bRHOET. 
LOBMOR— Viz [19844Fl AWA] CHETHYN ET. = 
DI OPPREOCTA, BLAIR BEELLSA, 199641 
ABA COREMTCERCSEELKS 

12a ILE BOW THOME — hCLEM, BS OFMR 
POO, EX (Hebel BM, AB ROR S ISI, 
PRYNEHICRoTWELL, APORBOROILLEY, Bre 
(CBR Le CHE eM T. i, BBCI L THO EL 
LS, WDE OAHESOCLA. SFHOMMERIC, CONDOR 
=e RL, IBNETIEL CT. CASE OTS. ER, DP 
HEPC LADLE OCT. HBOVHORBDOBKCOLIS 
Bue, LHOAE LTC. MRKOPMRV ES IRETASO 
Ik, EVWAASHRLY CECH), FI bE ROR CRBC 
FLTC PRI SLEW CT, 

BM, COLIBMIRERE MT CLMCKELL OM, BS 
(DFA DBDRARH OP SCT. 

AALY ay hICMRORE LTC RAW E LARGE A, % 
YMLEXCSWELK. MBO MEIMBeEV res ELM 
SOB—ARS A, TRRREB SA, FRUPDIS A, HYMLICES 
WELZ 

SARI BWIA ELT RSWELAEDN- hb rt hry 
BAL TAP Y TART VYSEA, TY-— + FA -WESEA, 
BFRERS A, HART S A, HOMES. 

KU F-DRNA+ 7V-bERLTS FS9K9, [ED 
fRO 7IV— bh] OBKOWTT PIA AELTS HS ORBLE 
JU—- bh LBSA, TTT SA, HYMBEIO SVE 
Wize 

ELT, DEC EL MALLE ONT ERMILKEARATBERL<S 
HSoeAKY ay hOWRSA, ARSAL LOAABN ME 
AZ CSWELK 

RES C OC LIKWAAR LEP ERB CMELEA, Cn 
(ELEM BVECATLA, LOLEOAEKBYCT, ECEE 
Bk, TIPG LVMERC RO ELA WALIKAREA,Y HY 
PBEATRWELLS 
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I still keep at hand a music notebook from which | wrote the pre- 
sent book. On the first page of the notebook, | wrote “Start, 
January 28, 1984.” It is just a coincidence but this baok will be 
published exactly twelve years later from the date, January 28, 
1996. 

When | began to keep this music notebook, | had no plans to 
publish it. During the past twelve years, various questions and 
requests from composers, sometimes very simple, sometimes 
rather difficult, were recorded in the notebook. | have also added 
new sounds and fingerings which | discovered and grouped 
together according to my own system. For the present book, | 
rearranged things more systematically and added things to make it 
easy to use and understand. It is a great pleasure for me to offer 
these materials, accumulated through my actual stage perfor- 
mance experiences and new compositions, as a book to com- 
posers and flute players of my own age. | will be more than 
happy if this book is of some use to future performances and com- 
positions of flute music. 

| am grateful to many people for their assistance in making this 
book. 

| would like to express my special gratitude to Mr. Toru 
Takemitsu, who initially introduced this manual to Schott Japan 
for publication. | am grateful to Mr. Shinichiro Ikebe, 

Mr. Kenjiro Urata and Mr. Kuniharu Akiyama, who gave me 
many suggestions for notations as well as comments on my writ- 
ing. 

1 also thank Mr. Robert Aitken, Ms. Dianne Aitken, Dr. Corey 
Field, Ms. Mari Nakano and Muramatsu, Inc., who gave great 
assistance for the English language version. 

| express my appreciation, too, to Kotato Flute Manufacturer 
and Iwao Musical Instrument Co., Ltd., who kindly loaned me 
flutes as well as gave me important advice on the section, “Other 
Flutes.” 

Above all, | must give my warmest thanks to Ms. Ikefuji and 
Mr. Osaka of Schott Japan, who with their professional skills gave 
me great assistance in forming my loose drafts into a book. 

| had vaguely realized that publishing a book was not an easy 
task, but | had never dreamed of its being this hard. However, it 
has been one of the most valuable and wonderful experiences of 
my life. Once again, | thank everyone. 

Hiroshi Koizumi 
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